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INTRODUCTION 






r fhis book is dedicated to so)ne ixay likable pets 

who proride co}npauio}iship and share the lives of 
their oiniers. lVt> simgest that you widenake a senes 
of simple ivatercolor exercises whose technique we u'ill 
explain step by step so that you trout hate any trouble fol- 
lowing us. You 'll get to knotr these anitnals and. at the satne 
titne, learn ctboiit painting with tratercolots. 



/ can 't avoid a word of advice: In an attempt to finish your 
painting, don 't nish. If at first you see that it isti 't turning 
out well, be patient. Don t get discouraged \Xe all go through 
this. With determi}iatkni, peisistence. and will power, you 're 
sure to make )nore progress than with impatience and dis- 
couragement. Have you ever thought of all the work that the 
great maste}S destroyed hecatise they uxnxni 't satisfied with 
it? Please believe }ne, don 7 tty to go too fast. Don 7 tiy to learn 
evetything in a fetv days. It's better to go step by step and 
progress sloivly. Whatever doesn 't turn out well today, might 
tur)i out better Unmnrow — or perhaps the day after tomor- 
row. What's the difference hoiv long it takes? Ihe point is to 
make progress. 



Ihis volume contains sugi^estions, explanations, obsena- 
tions. and basic advice for anyone who wants to practice 
painting. Although the unit'etsal a fid classic laws of painting 
guide you. there is a great deal of personal input. Painting is 
learned, but above all it is felt, it is lived. Please, don't limit 
yow'self to following our advice in a purely mechanical fash- 
ion. Try' to get invohvd in the tvork, in what you paint, in the 
world of color. Give it feeling. Without a doubt, the expen- 
ence you gain by paying close attention to ivh at you 're doing 
and the time you spend contemplating the tvork will teach 
you and be a great help in the future. 



Listen to the advice that we give you. tiy to assimilate it. and 
sift it through the sieve of expehence. I'm sure your results 
will be vety satisfactoiy. 

Come on and have fun.' 



Jordi Mgue 
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O n these two pages you will find the majonty of the materials needed for painting with 
watercolofs. Of coufse, you won 't need them all. You 'll have to choose what is the 
most appropriate for your taste and painting style. 

Artists' ivatercolofS usually come in two different forms: tube colots (A) or dty colots in patis 
(B). Tl?ere are also contaitwts of liquid ivatercolor ( C), which I don 't recommend because of 
their high intetisity and aniline content, almost impossible to eliminate or tone down once 
applied to the paper (they are usually used for illustratioti). 

Flat and round bnishes (D), pencils (E), eraser (F), peticil sharpener (G). blocks of ivatercolor 
paper (H). thumbtacks and clips for attaching the paper (I), cutter and razor blade (J). 
sponge to datnpeti the paper or lift the color ( K), glass or plastic Jar ( L), metal ivater- 
color boxes that contain colofs in pans or compartments for watercolots in tubes 
and porcelain plates (ID. 



WATERCOLORS IN BOXES 

There are two ways in which watercolorists generally use their palettes. If the painting 
they are going to do is a large si?.e, they will use tube colors and a watercolor box with 
compartments. They will also use large baishes, which would be inappropriate for 
watercolors in pans. If the watercolors we are going to paint are usually medium 
or small size, then the dr\* colors in pans are preferable because they last 
longer. Nevertheless, if you paint carefully. I would recommend paint- 
^ ing with the tube colors for all sizes. You can also buy small con- 

II tainers of watercolors in half pans, a brush, and a small 

r // ^ y pocket-size plastic bottle, ver\' useful for making on-the- 

G // A sketches. 





Brushes 

There are many different sizes and shapes of brushes on the market. The sable 
ones are highly recommended. They are expensive; however, if you take care of 
them, the hair and the fine point will last longer, no matter what size they are. There 
are also ox-hair brushes (a softer brush, very’ useful as a round brush in a large size), 
and deer-hair baishes (Japanese). Synthetic brushes are now on the market, sometimes 
mixed with sable. These are cheaper. I would recommend the %-inch or l!4-inch golden 
sable baishes for their longevity and strength; they do a good job of bringing out color. 



Colors 

'■ As is the case with baishes, the market also offers many brands of watercolor paint. To begin 
1 with, it is advisable to buy a medium grade of paint because the less expensive student grade 
■ is difficult to use. Once they are diyc the cheaper paints often fade, thus ruining the work, or 
I the high aniline content may stain the paper. 



Paper 

We can also say a word about paper. The choice of paper should be based on the type of 
watercolor you’re going to paint. Prices vary, as do weights and sizes. As is often the case, 
the price is determined by the Cjuality. Loose sheets of paper are av ailable, and tliere is 
a great variety -of blocks where the paper is glued together. They are easy to use 
because the thick block makes a good drawing board. The sheets of paper can be 
separated with a razor blade or a knife, pulling gently along the sheet you want to 
remove. These blocks also come in different thicknesses and sizes, and most of the 
brands are reliable. 
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Watercolor paper 

Watercolor paper must have certain characteristics. Not all 
kinds of paper can be used. Paper that is too shiny will 
impede the application of color when you need to use an 
abundance of water. For our future creations we will select 
paper from the group shown in photograph A. Notice the 
variety of textures in this fan-shaped sample. Among them 
we will find the ones we want. 




c 



Our selection will be influenced by our personal tastes 
and our style of painting. I 

Look at photograph B. \Xe have made baishstrokes on I 
three different kinds of paper: rough, cold pressed or |J 
medium texture, and hot pressed or smooth. On rough ■ 
paper, Imishstrokes have an irregular quality, leaving areas I 
of white paper showing through. In contrast, paint flows I 
more evenly on the smooth surface of hot-pressed paper. 

Tty all three kinds of paper, and then choose the one that is I 
most appropriate for your style. ^ 

Water containers 

Any container will do, from a cup to a glass; you can use any 
of the ones shown in photograph C, as long as it has at least 
a one or tw’o quart capacity' so that the brush can be rinsed 
several times. It should have a w'ide mouth and a stable 
base. Glass is preferable for studio painting. If we paint out- 
doors. a plastic container is very practical because it won't 
break en route. If you go to the country' to paint outdoors 
and y'ou forget your jar, buy a plastic bottle of mineral waiter, ! 
cut it in half, and you w ill have a ridged jar like the one in | 
the photograph above. (This happened to me once.) i 





WATERCOLOR MATERIALS 




STABILITY OF COLORS 

On their color charts, the prin- 
cipol brands of watercolors 
indicate the point's stability 
ond its tolerance to light. Be 
careful of the light because 
not oil paints have the same 
toleronce levels! 

If a watercolor already 
framed and hanging on the 
wall is exposed to the sun 
every day, it will fade after a 
while. 

Many colors guarantee a 
tolerance to light but not to 
direct sunlight. 



Color chart 

Most of the manufacturers offer a color chart like the one 
shown here, with an infinite range of colors, mo.st of \\ hich 
are seldom used I^y professional watercolorists. Anyw here 
from tw elve to fourteen colors is sufficient. In order to get a 
wide range, all you have to do is add a specific color (mad- 
der lake deep, black, Payne's gray, etc.) according to your 
taste. 



Recommended colors 

.\ly recommendation comes from the selection I ha\ e made 
slowh' over many years of painting. It consists of fourteen 
colors: cadmium yellow’ light; cadmium orange; yellow- 
ochre. burnt sienna, \an Dyke brown, cadmium red light, 
carmine, yellow green, olive green, .sap green, cobalt blue, 
ultramarine blue, cerulean blue and indigo. I'm not too fond 
of Pa\ ne’s gray because w ith a mixture of burnt sienna, Van 
Dyke brown, and any of the blues, you can get a great \ ari- 
ety of grays, and w ith the \"an Dyke brown and indigo, you 
can get a \ er\- intense black. 



YELLOWISH 

GREEN 



OLIVE 

GREEN 



SAP 

GREEN 



COBALT 

BLUE 



ULTRAAAARINE 

BLUE 



CERULEAN 

BLUE 



INDIGO 
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WATERCOLOR ‘ 

TECHNIQUE 

I 

3 

r he gradation of wet colors is an exercise 1 would 
recommend. One of the iuost imponant elements of 
watercolor technique is knowing how to control the 
ivater. Also, while the color is wet, you can reinforce, blend, 
remove, etc. With a sponge or a large brush, dampen the 
area to be paijited (remeinher — dampen, not wet). 

Take a flat brush and fill it with color; from left to right, paint f 

across the paper, blending the brushstrokes, using less color i 

each tune until you get cdmost white. 



Converting one color into various tones 

In this gradation, three different fragments of the painted 
area show ver>' clearly how, by simply adding water, we can 
change one blue into three blues. If we apply this process 
to all of our washes, we will olMain an endless number of 
colors. 









iu 
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WATERCOLOR TECHNIQUE 
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MORE ABOUT 
TECHNIQUE 

Of oil the pictoriol tech- 
niques, wotercolor offers the 
most difficulties. It is not eosy 
to ochieve the correct mixture 
of color with the correct 
omount of woter, ond it 

olmost olwoys entoils compli- 
cotions. It is odvisoble to 

moke dozens of tests on 
pieces of poper: blending 
' colors, leoving white oreos, 
using o lot of or o little water, 
i ond so on. Your efforts will be 

ij well reworded! 

I 

I 



' Mixing colors to get 

TRANSPARENT EFFECTS 

I Watercolor can be mixed on a palette to obtain the 
I desired color. In addition, the transparent cjuality of 
watercolor makes it possible to create a range of 
I color effects by layering a w^ash over a w'ash of a 
I different color. 



Lifting out wet color 

I There is nothing easier. If you need to lift out wet color in 
order to lighten an area of a painting, take a clean, diy’ brush 
(if possible a synthetic fiber Hat bmsh for its hardness) and 
j draw' it across the area you w'ant to lighten. Clean the brush 




again and draw it across a second time until that part of the 
paper is completely white. 

Tiy to paint a sphere full of intense color. Before it dries, 
apply the slightly damp Hat brush to the zone you w ant to 
work. Turning it will create a white highlight that wall give 
the (TlTject vokiuTe. 
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Lifting out dried ^ 

COLOR 

If we need to lighten an area 
where the paint has already 
dried, w^e apply a wet bmsh 
over this area in such a way 
that the color becomes 
soaked with water for a few 
seconds. Soak up the water ! 
with a clean synthetic Hat 
baish, trying in this first 
attempt to remove almost all 
the color. Rinse the brush 
again and, while the paper 
is slightly damp, go over it 




again, iiiis time we will get ' 
a very^ neat white. If not, | 
repeat the second operation ' 
and this time you're sure to 
get a totally clean area. !' 







WATERCOLOR CAN'T J 
BE CORRECTED 

Haw many times have yau ji. 
heard watercalarists say that! 

It's nat true. With cantral and , 
gaad materials, it can usually t 
be dane, especially if the 
paper is af goad quality. If j 

nat, as saan as you try ta cor- j 

rect an area, the paper will [ 
be affected. Watch and see | 
haw we carrect aur mistakes. 



T 
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Mixing two or three colors 

Tr\' mixing tw'o colors on dr\’ paper. First, stroke on the 
I' lighter color, covering a large part of the paper. Add the 
I darker color in the area where you \\ ant to blend the col- 
ors, drawing the baish quickly over the area where you 
I want the colors to blend, and direct more paint towards the 
M dark area. When the mixture dries, we will paint over it, 
al\^'ays using fairly dr\^ brushstrokes \\ ithout blending them 
too much or the previous color will be altered. 

In the illustration at the bottom of the page we see a gra- 
dation, this time with tliree colors in cylindrical shapes; a light, 
a dark, and a medium tone. This is how you get a slightly 
rounded effect. Practice this without getting discouraged. 
When you begin to master the technique, then \*ou can paint. 
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How MUCH WATER? 

In this exercise we will explain how to soh e one of the most 
common problems that anyone beginning to paint with 
watercolors will encounter — deciding on the amount of water 
to use and how wet to make the paper. Both must be con- 
trolled or the work may buckle, thus creating more problems 
to discourage a beginning painter. Keep your courage up! 







\ 



\ 



/ 




- 






/ / 

/ / 






We have drawn a parakeet with \ er\’ concise lines. All 
we ha\'e to do now is make the bird more artistic. 



2 We ha\^e wet the paper. On many occasions this is a 
good idea because it cleans the paper of its coating and 
eraser crumbs. This time we put on too much water. As a 
result, the paper is wrinkled. 
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3 We begin to paint too soon, with the paper still ver)^ wet, 
instead of damp, as it should be. This means that the 
color will run outside the designated lines. 



4 We take a small, natural sponge and, before the paper 
begins to dr>^ (the color is already diluted in the water), 
we mop up the area where we ha\'e painted, gently, with- 
out pressing. The paper is almost clean. 



I 



I 








5 We wait until the paper is 
completely dr>^ When it 
is almost smooth, we begin 
to paint again. We can see 
that what seemed to be a 
problem has been soh'ed 
with patience and care. 






/ 

/ 

/ 




I 
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Basic sketches 



O fi these tiro pages, using a blue pencil 1 have 
ciraini sketches of most of the animals pictured. 
Here you can see how easy it is to draw. We major- 
ity of the sketches, as in the case of the birds, are drawn with 
a circle and an oval. If we add details carefully from the 
veiy beguuiing. we will have our first sketches. 



TWO CIRCLES 




If we draw fwo circles we 
almost have the shape of the 
heads. In the case of the para- 
keet, for exomple, even the 
beak is included. To complete 
the sketch of the goldfinch's 
heod, you merely mdicate the 
smaO depression at the base of 
the beak, place the eye in the 
circle ond odd the beak as o 
triangle. 
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BASIC SKETCHES 



\ 






GEOMETRIC SHAPES 

With the help of o few odded 
lines to complete the form, cots 
ond dogs con olso be drown 
using geometric shopes. Fol- 
low this dog's heod step by 
step. After the initiol circle, 
ploce the triongle of the eye, 
the shapes of the ears ond the 
nose. Next, and with only one 
color, put on the finishing 
touches until you get t. Did you 
do it? Good! 
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Painting 

A PARAKEET 



'IT begin the exercises with a parakeet because 

\ \ / it's the most placid and calm of all the animals 
r r we re going to paint in this book. Fif^t, notice 
that the blue in the bi?‘ds in the photograph has only a few 
mixtures of color. This makes ourfint exercise easier as you 
go step by step from your sketch to the last Imishstrokes. 
Good luck! 



I ll's not difficult to find one or two parakeets like the ones 
in the photograph. Many people ha\’e them as pets at 
home, which means they can be studied in a small space. 
Once you decide on a pose, you must get to know their 
beha\'ior and colors. With a w'ell sharpened pencil, in a 
schematic way. draw the parakeet's outline. 




MATERIALS 

• Hot-pressed paper 

• 2B or 3B soft lead pencil 

• Round number 4 ond 14 
sable brushes 

• Number 14 flat brush of 
synthetic fiber, 1" wide 

• Noturol sponge 

• Tube colors: 

Cod mi urn yellow 
Codmium yellow orange 
Vermilion 

Cormine 
Yellow ochre 
Row sienno 
Van Dyke brown 
Cobalt blue 
Ultromorine blue 
Cerulean blue 
Indigo 

• Meto wotercolor box with 
compartments for colors 

• Rags, paper towels, or on 
old towel 



You can painr the background 
'^iih yellow ochre and a gray 
that is a mixture of burnt sienna 
and cobalt blue, applied with 

the flat brush of synthetic fiber 

and a lot of water. W'e don't 
worr\’ about the shape; 'what ' 
we want to do is to contrast the 
parakeet's blues and let the 
while areas stand out. 



r 



The dark strokes suggesting 
wing feathers are the result of a 
blue indigo, burnt sienna, and 
ultramarine mixture. Bmsh- 
strokes are applied with differ-^ 
ent amounts of water: in this 
way you get a gradation of dif- 
ferent intensities, the most 
intense are applied with very 
little water. 



Intensifying the previously 
applied gra\- with some ultra- 
marine blue, we paint the bird's 
perch and the upper pan of his^ 
wing ver\’ spontaneously. In | 
this way we paint over some of I 
the reserved white area and 
add depth to the bird's body. 




The tail has been painted very 
freely with cerulean blue, ultra- 
marine blue, and blue indigo, 
and we can permit ourselves j ^ 
the luxurv' of making a mistake / 
or two. Faint decisivel)' and 
spontaneously, without too 
much water, which makes it 
easier to draw the brush across 
the paper and make the.se dr\* 
brushstrokes. 
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/ 



The head ha.s been done ^^ilh 
tones of gray. Pay attention to 
the eye, as it is \ers’ important 
to iea\e the white highlight 
there to give the bird its viva- 
cious expression and sense of 
alertness. The white area 
should not occupy too large a 
surface, or it w ill lose the effect 
we re trving to achieve. 





The parakeet's beard is done 
w ith grays, and we have added 
water to the bird's characteristic 
dark markings. Next, a drv' syn- 
thetic baish has been drawn 
over the paper, lifting out the 
color, to give the feathers a soft 
look. 



We have painted the blue part 
of the bird's body by letting the 
color run in a sjTontaneous way. 
We finish with cemlean blue 
and ultramarine blue brush- 
strokes. using verv' little water 
and hardlv blending at all. to 
give sjTontaneiiv , one of the 
watercolors most important 
qualities. 



Finally, the feet haw been 
painted with a ver>- diluted car- 
mine, finishing with a mixture 
of burnt sienna and vermilion, 
left in a slightly impressionistic, 
spontaneous state. In this way 
we break the monotony of the 
blues in the body with the 
orange beak, the carmine in the 
feet, and the grayish yellow in 
the iTackground. 



PAINTING PETS WITH WATERCOLORS 





2 Once the shape of the bird is drawn, we begin to make 
details. You can see the work we have done on the head, 
the eye, the characteristic beak, the beard, the feet, and how' 
we lightly suggest the feathers of the wings and the tail. 

3 Before applying the color, 
we wet the parakeet’s 
body with the flat bmsh. 
(Remember: Be careful not 
to let the paper get too w et.) 





4 Immediately afterwards, with the same flat brnsh, we 
begin to paint the bird's head and part of the body w ith 
a mixture of burnt sienna and cobalt blue, w hich makes a 
w^arm gray. 



S laking advantage of the wet paper, we layer cobalt blue 
over the gray on the body, and this gives us a shaded 
blue. 
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8 



Between the head and the upper part of 
the wing, you see the strokes we 



6 In these first few moments, notice how* we keep the 
color soft and loose as the subject is given form and vol- 
ume. We will tiy to keep this loose quality so that the paint- 
ing does not become o\ en\'orked . 




7 With the same gra\' as before and with 
a flat synthetic fiber biaish. we begin 



J 

I 






applied to get those first contrasts 



shaping the wing feathers with a soft 




between the lightest and most 
intense areas of the painting. We 
change to a number lO round 
sable bmsh and paint the 
parakeet's beak with cad- 
mium orange. 



THE PRESSURE 
OF THE PENCIL 

When you do the drawing, 
be sure not to press too hard 
with the pencil, so that the 
line won't be noticeable on 
the paper if you need to 
erase and change something 
that doesn't seem quite right. 
Remember, watercolor is a 
completely transparent pictor- 
ial process. 



wash, which will be a base for 
additional washes. 
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9 With the first washes applied, we are beginning to 
de\xdop the parakeet's sliape. We darken the tip and the 
underside of the beak with Inirnt sienna to create depth. The 
part of the body next to the feet we darken with a mixture 
of cemlean and cobalt lilue. Tow'ard the tail w e add ultra- 
marine and darken that area e\en more. Next, with a veiy^ 
diluted carmine, we paint the feet. 

1 A With a mixture of the same gray, slightly more intense, 
IV we paint the \ eiy delicate striped area in tlie para- 
keet's head, around the eye, and part of the beard. 



n Wlien the head is completely diy, w ith a mixture of 
\an Dyke brow n and indigo, w hich gi\es us an intense 
black, we paint the eye re fy carefully in avoid touching the 
w hite area w e left for the highlight. Tse a round number 4 
brush. 
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W'ith cerulean blue we continue defining the line of 
demarcation between the head and the body. \\*e 



intensify the grays in the top of the head and the beard, fin- 



ishing the upper part of the beak with its characteristic hole. 



When it's convenient, 
we can stop and con- 
template our watercolor 
since it is almost finished. 
The color used to paint the 
eye is now used in brush- 
strokes on the dark part of 
the wings. To keep the same 
intensity of hue, we add 
ver\’ little water. We have 
added some brushstrokes to 
the feet w'ith carmine and 
burnt sienna. 



HOW TO HOLD THE 
BRUSH 

When painting try not to grip 
the brush close to the metol 
bond os your bond will lose 
mobii’ty ond ogility. If you get 
used to hold-ng the brush 
more or less in the middle you 
will tire less ond hove more 
control; you wi I be hondling 
the brush the way a fencer 
hondles the sword. 





1 ^ kh a diluted mixture of yellow ochre and gray, we 
I ■ paint the irregular background, leaving the paper 
w'hite to suggest the parakeet's perch. We then add some 
touches of pale gray on the end to indicate the form of the 
perch in the cage. 
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With a mixture of indigo and X'an Dyke brov^’n. we 
ha\e painted the eye and the wing feathers. We draw 
a few dark lines on the striped head, but more diluted now, 
so they aren't so black. 



W'e are nearly done. With a damp synthetic biaish, we 
lift out some of the gray from the beard, creating more 
light areas. We can lake ad\'antage of these moments to 
make some quick sketches of the parakeet, an exercise that 
will help us capture the bird s v'aried mo\ ements. 






SKETCHES 

Whenever you have the 
opportunity, moke sketches 
without erasing, directly from 
your model. Try to capture the 
animal as it moves around by 
drawing its movements, Don't 
try to put in detoils, which 
would ruin the spontaneity 
ond liveliness. Sketching is a 
stimuloting exercise, and it 
will loosen you up. If you 
don't achieve exactly what 
you want right from the start, 
have patience, persist, and 
eventually it will work out. 
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There is very little left 
to do; with a few' 
brushstrokes of carmine and 
burnt sienna we add final 
touches to the bird’s feet. At 
this point, leave them / 

slightly unfinished to give 
an air of spontaneity and 
freshness. 





PAINTING A PARAKEET 





i 
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Drawing and 

PAINTING A CAT 




O n this occasion I have chosen a Sia)}iese, since it is 
easier to paint than a tiger cat. T}?e skittish fnodel's 
stfipes increase the difficulty we are having. If ne 
don 't i)ispire his tnist, which is difficidt to do with cats, he 
will hide. V?erefore, it is advisable to obsetve hUn carefully 

fora u'hile. When he chooses 



MATERIALS 

• 1 r X 15” |25 X 35 cm| 
cold-pressed 50% cotton Fab- 
riano watercolor paper (22" 
X 30" sheet cut in quarters) 

• 3B soft pencil 

• Round number 2, 4, and 
1 0 sable brushes 

• A flat brush of synthetic 
fiber, 14"-l/4"wide 

• Natural sponge 

• Tube colors; 

Cadmium yellow light 
Cadmium yellow 
Cadmium orange 
Vermilion 

Burnt sienna 
Van Dyke brown 
Cerulean blue 
Cobalt blue 
Ultramarine blue 
Indigo 

• Rags, an old towel or 
poper towels 



a pose we like, ive begin to 
sketch hi??i rapidly. W'k ivill 
probably choose a pose when 
he is resting. 



I With a 3B soft penc il we 
sketch the form of the 
cat. It's advisable not to 
press hard on the pencil, 
because if we need to erase. 
hea\^' pressure will leav e a 
mark on the paper. 



\cTW that we are sure of our original sketch, we go over 
the drawing, adding the characteristic shapes of the e\ es, 
nose, mouth, and ears with more confidence. Then we care- 



Thc background has been 
painted a neutral gray. This is a 
pale wash of cobalt with a 
small amount of burnt sienna^^ 
The result is a cool tint that 
contrasts well with the warm 
tones of the cat's bodv. 



• A metal watercolor box fy||y elraw the position of the feet, 
with compartments 



- 9 




f 

The area of brightest color on ( 
the cat is painted with burnt [ 
sienna, ochre, and some Van ^ 
Dyke brown on damp paper.^ 
We use this mixture painting a \ 
semicircular stripe that we ■ 
stroke toward the center. With- I 

out trying too hard, we give the 
impression of fur. 



i 



.4 






With a mixture of \'an Dyke 
brow n and indigcT, we paint the 
area of the tail and the hind 
legs of the cat. This combina- 
tion of colors produces an' 
intense black that offers a range 
of rich darks; sometimes there 
is a blue tone to the black, and 
at other times the tone may 
appear redder 





y 



/ 
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3 In this exercise we fill in 
tile entire Ixickgroiincl with 
a pale \'alue of cobalt blue 
and burnt sienna, painting 
\’er\^ wet with a flat synthetic 
bmsh. 








V 

\ 






? 






The head of the Siamese cal is 
painted in a mixture of yellow 
ochre, burnt sienna, \’an Dyke 
brown, and indigo. As we 
worked, w e kept the dark \ alue 
of the head in mind, letting the 
lighter tones >ho\\ through. It is 
important not to o\erwork the 
nose and mouth and other dark 
areas in the face in order to 
retain a feeling freshne.ss. 

The eyes, which give the paint- 
ing its vixaciiy. should always 
seem to be looking at you. 
Here they are jiainted with a 
\er\ diluted cerulean blue, and 
an area of white paper has 
been left for highlights. Once 
dn\ with the same mixture of 
black that w as used to paint the 
tail, we paint the retina and the 
dark line that surrounds the 
eyes. (The cat s exes are really 
blue; in the photograph they 
appear red as a result of the 
Hash.) 



Also, xx ith the same black and 
verx little xvater, paint the small 
nose, and the dark points in the 
xvhiskers and the mouth as 
xvell. Scratch out the paper at 
the base of the xvhiskers with a 
razor blade and you’ll get some 
tiny highlights. 



By applying a more intense 
gray on the background in a 
vety spontaneous xvax , use 
your brush.stroke to suggest 
shade and give the cat a 
relaxed look. 
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4 Next, with a mixture of yellow ochre and burnt sienna, 
and plenty of water, we use the flat brush to paint the 
color over the lightest parts of the cat's fur. leaving some 
areas damp. 











i 



5 Now, more burnt sienna is added to the previous mix- 
ture, with v^er\’ little water. Blend it lightly and use this 
color to begin to develop the rounded form of the cat. 



6 To this mixture of burnt sienna and yellow ochre, we I 
now add ultramarine blue. This gives us a cooler tone of 
sienna, which is now stroked on the cat’s lower back. Make [, 
sure that the brushstrokes follow the form of the cat. 










I 



7 With the same flat brush 
and \"an Dyke brown, 
we darken the cat's lower 
back. This gives a feeling of 
solidarity to the form of the 
animal. These la.st brush- 
.strokes should be applied 
with a dty baish, which will 
giv^e the impression of fur. 



\ X 
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8 With a mixture of Van Dyke brown and ultramarine, veiy 
freely and loosely paint the shape of the tail, fix ing it a 
sense of movement. 



9 With a brushstroke of the same tone used to paint the 
tail, we darken the lower area of the cat’s back, direct- 
ing the brush upward and diluting the color in the 
upper area. 




WHITE AREAS 




The color white is the result of 
leaving the white poper 
unpointed. For this reason, 
you should plon where you 
wont white areas to be in 
your composition ond then 
carefully ovoid pointing over 
them. Another way to odd 
white oreos to o painting is to 
lift out color with o cleon, 
wet, flot brush, brushing over 
the painted area to be 
removed. To lift out a large 
area, you con use a natural 
sponge. 



Finally, we get to the cat's head. With 
\an Dyke brown and .some cobalt blue, 
take the Hat brush and stroke around the eyes, care- 
fulK' leaving the eyes white. 



n We continue w ith the same Oat brusli, painting the 
entire front part of the head, taking care to paint 
around the eyes while keeping the white areas clean. T'he 
cat’s final expression will depend largely on the eyes' trans 
parency. 



V>v 
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/!\ 








1 Q With a mixture of burnt sienna and yellow ochre we 
I am paint the cat's head and the shadow under his mouth. 
With the same color, ver\’ diluted, we paint the ears. Notice 
how this color blends with the previous dark value and 
gi\'es the head a three-dimensional qualit\'. 




1 0 Even though we were careful with the pencil, we erase 
I w the lines before painting the eyes. He sure the area 
around the eyes is very’ dry'; if not, the paper will tear. 



14 



W ith a round sable bnish we paint the eyes using 
cerulean blue, keeping the w hite highlights of the eye. 
Let the paint dry’ before continuing. 



CLEANING THE PAPER 

If, while you have been eras- 
ing and drawing, yau naticed 
that the paper was slick 
erase the dirtiest parts. If the 
oaper is cald pressed ar hot 
:iressed, sprinkle same talcum 
sawder aver it ta help 
emave the slick caating. 
Next, with a dry brush, 
remave the powder. 



15 



Another characteristic 
part of the cat is the 
nose. With indigo and Van 
Dyke brown and a small 
amount of w’ater, we get an 
intense black. We leave an 
area of the paper white on 
the upper part of the nose to 
make it appear slightly 
moist. 
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I / With the same color used to paint the nose, we 
I U model the darkest areas of the cat’s face, 
which emphasizes the glowing e> es of the ani- 
mal. Brushstrokes are kept loose and spon- 
taneous. 



17 
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I’sing the same tone, we begin to model the 
ears. We darken the top of the shoulder and 
the top of the mouth. We are getting close to the 
cat's most expressive area. 





1 Q W^e continue and finish the ears and the lower part of 
IV the cat’s mouth with the same tone and the same 
brush. Inside the ears, we leave a light area, darkening only 
the tops. 

1 0 a number 4 sable brush and a mixture of burnt 
I / sienna, indigo, and Van Dyke brown, we use \^er>^ lit- 
tle water and take great care to paint the inside of the eye 
and the dark outline around it. 
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With a number 4 
l)rush, some gray, and 
plenty of water, we paint the 
cat’s wliiskers ver>’ loosely. 
If you don’t get the result 
you want, clean the area off 
by wiping it ver\- softly with the sponge. He careful not to 
remove the paint you applied prev iously. If you lire persi.s- 
tent, vou'll get the whiskers the wav vou want them. 



QA It is harder to lift out 
Av color from cotton 
paper, but if w e wet the area 
thoroughly first, we can 
lighten the area underneath 
the head. We hav'e also 
darkened the shoulder area 
with Van Dyke brown. 
These are some of the final 
details. 



A A With indigo and v er>' little w ater, w e paint the last 
MM lines in the tail, the hind paws, and the edge of the 
front paw’. 



A A After finishing the other eye, the only thing left to do 
Aw is to create .some small white highlights on the cat’s 
whiskers by scraping the paper with a razor blade. 



WEHING THE PAPER 

If you are painting in the sum- 
mer or in a very hat place, 
you should wet the whole 
paper first so that it daesn't 
get st'ff. If we want ta paint a 
watercalor in the winter or 
when it's cold, it would be 
better ta dampen aniy certain 
areas of the painting because 
there is nothing mare frustrat- 
ing than not being able ta 
cantra! the paint because af 
toa much water. 




A A Wc darken the left 
A I side of the gray back- 
ground, and, .starting with 
the front paw, we paint a 
long gray stroke to giv'e the 
impression of a shadow. In 
this way the cat is well- 
grounded within the paint- 
ing wc have just finished. 
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Painting a 

GERMAN SHEPHERD 



r he bigger the animal is, the more difficult it is to paint 
him because he needs more space to move around. As 
in the case of the cat, it is advisable to find a moment 
when the dog is resting, as in this photograph. If he is lying on 
the floor, sometimes his feet are hidden, and if you don I have 
much experience painting, the final result can he quite 
unusual! Let's get ready to make a good painting. 



MATERIALS 

• 11" X 15" (24 X 33 cm) 
cold-pressed 50% cotton 
wotercolor poper 

• 2B sofr pencil 

• Numbers 2, 4, ond 10 
soble or ox-hoir brushes 

• Synthetic fiber flot brush 
or 1 Va* wide 




I As in the previous exer- 
cises, make the first lines 
of the general drawing, eras- 
ing as little as possible, and 
go over the lines where you 
make a mistake. Once you 
are sure of your sketch, 
define the lines more and 
check to see that the draw- 
ing’s proportions corre- 
spond to those of the dog 
we are going to paint. 




• Tube colors: 

Codmium yellow light 
Codmium oronge light 
Yellow ochre 

Burnt sienno 
Von Dyke brown 
Codmium red light 
Cormine 
Yellowish green 
Sop green 
Cobolt blue 
Ultromorine blue 
Ceruleon blue 
Indigo 

• Rogs or poper towels 

• Metol wotercolor box with 
comportments for colors 




With yellow ochre and some 
cadmium orange, almost all of 
the light areas of the dog have^ 
been painted and later rein- 
forced with burnt sienna, 
applied with less water to 
increase the intensity of the 
color. 



The dark lines of the body are 
a result of a mixture of Van 
Dyke brown and indigo. One 
color or the other can domi- 
nate, depending on what you 
want. Blue dominates in the 
dog’s body and the brown has 
more highlights; in this way, 
the darks are less monotonous 
and the painting is enriched 
with subtle variations of color. 



With yellowish green and yel- , 
low ochre you get a neutral | 
color that doesn’t detract from / 
the dog and can he applied 
very freely behind the animal, 
using plenty of water. 



The dog’s shadow is painted in 
a very bluish gray. It’s the 
indigo dominating in the burnt •> 
sienna and indigo mix that 
makes this lone cool .so it com- 
plements the warm color of the 
paws. 
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The inside of the eyes is painted 
with cadmium orange, which 
has been left veiy transparent. 
Once it is dr\\ you can use the 
mixture of colors that was used 
in the darkest areas of the ani- 
mal to paint the area around the 
eye and the almost black point 
inside tlie eye. This gi\es the 
dog his expressi\ e look. 



The tongue s color is a different 
shade. You can gel it by using a 
\er\* diluted cadmium red. let- 
ting it diy, and apphing some 
touches of carmine \\ hich also 
gi\es it shape and suggests 
shadows. 



The ^^hole front part of the 
dog s chest has been left w hite, 
applying onh’ strokes of light 
gra\' w ashes, w hich are inLxaires 
of sienna and blue, sometimes 
letting the sienna dominate and 
other times the blue, achieving 
a rich range of w hites. 



Yellow w as added to the green- 
ish background to give it high- 
lights. And with yellowish 
green we create more of a con- 
trast. which enriches and adds 
light to the overall painting. 
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2 The drawing is finished. Before beginning to paint, it is 
a good idea to correct anything and leave the sketch as 
perfect as possible, since watercolors done on paper with a 
cotton content are very^ difficult to correct. Once we have 
checked our drawing to make sure it is the best we can do, 
we can start painting. 

3 With yx‘llo\\' ochre, some cadmium orange, and plenty^ of 
water, we shape the head with the first brushstrokes. A 
round brush will permit us to follow the outlines better. 



4 To the previous mixture we add a small quantity' of ultra- 
marine blue. We paint the light areas delicately', keeping 
some areas of the paper white. 



5 We use the same tone we applied to the head to com- 
plement the light areas. Using more water, we paint the 
dogs front paws, leaving their color less intense than the 
rest of the dog's body'. 






f. 



f 



MIXING COLORS 

You must practice mixing col- 
ors, since its this technique 
and your control of the 
medium that will be responsi- 
ble for your success with 
watercolor. Two colors in 
equal parts will give you a 
tone; adding more or less of 
one color willl give you 
another color The one with 
the greatest amount of color 
will dominate. We can go 
through the entire range of 
our palette and achieve a 
wide range af secondary and 
tertiary colors. 
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8 



With a reddish 
tone, which is a 
result of the burnt 
sienna and cadmium 
red mixture, we paint 
the edge of the dark 
area of the dog’s neck 
and the line that divides 
the lightest part of his fur 
from the area under his 
mouth. 



w 




6 Once we have painted the medium and light tones, it’s 
ad\'isable to paint a few brushstrokes in a darker tone. 
In this way you can get the three essential values. This will 
be a big help when you need intermediate values. 

7 rhese dark brushstrokes are a result of the indigo and 
Van Dyke brown mixture. It gives a rich dark tone that we 
can \'ar\' from one color to the other. The upper part of the 
dog is bluish, and the bottom colors are almost brow nish. 
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9 With the same black that ^ e hav e just used, we begin to 
construct the dark areas of the dog's head, silhouetting 
the upper part of the eyes, the outline of the head, the nose, 
and the dark area that starts by the eye and continues up 
tow^ards the ear. 



I A With the same tone now diluted, we reinforce the 
IV shadow that crosses the lo\\er area of the mouth 
towards the lightest part of the dog, using wet brushstrokes 
in the area where the animal's front paws begin. 




We begin painting the dark parts of the front paws 
with Van Dyke brown. We add cobalt blue and cany 
the color between the paw\s ovx*r to the right side of the 
painting. This positions the dog in the watercolor. 



I 
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By painting the back- 
ground with yellowish 
green and yellow ochre, my 
intention is to complement 
and unify the rest of the 
painting, giving it a neutral 
look, like a garden slightly 
out of focus. 

With a number 4 bmsh, 
cadmium red, and veiy^ 
diluted carmine, we fill in the 
tongue. Let it dr>% and then 



PAINTING DETAILS 

You will get used to associat- 
ing the word detail with the 
minute tauch-ups applied at 
the end of the painting. 
When we add details in 
watercalar paintings, it can 
seem as though we're losing 
spontaneity. Actually, that's 
not the case. Ta add detail is 
to adjust same areas of aur 
painting, like finishing an eye 
ar the animals nose without 
lasing the pointing's fresh- 
ness. But don't get taa carried 
away! 





using carmine and a little water, make a few brushstrokes to 
give it shape and shadow. 




Once the color is dr\" on the eye’s transparent base, we 
use black and very' little water to paint the interior of 



the eyes and the silhouette around them. 









1 P We have accomplished quite a 
I m bit on the dog's upper body. We fin- 
ished the ears with carmine and Van Dyke 
brown; then with cadmium red and burnt sienna, 
we painted the fur around the head, and with a few 
irregular yellowish green bmshstrokes, we filled in the ani- 
mal’s right side. 
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1 iL ^ brush we 

I W define the muscles, 
painting the dark parts of 
the hind paw as if we are 
drawing. We do all of this 
with Van Dyke brown, 
blended with a very diluted 
bluish tone. 



1 ^ Take advantage of the 
I f bluish tone and the 
Van Dyke brown to make a 
curv^ed brushstroke for the 
base of the tail and its 
shadow. 




FINISHING A 
PAINTING 

One of the most difficult prob- 
lems in painting, particularly 
with watercolor, is to know 
when the work is finished and 
to avoid going beyond this 
point, losing spontaneity and 
freshness. You also must rec- 
ognize when a painting is still 
half-finished and needs more 
work. Analyze the painting 
carefully so that you learn to 
stop at exactly the right 
moment. 



1 0 There is very little to 
I / add; fix a few points 
around the nose and the 
eye, darken the shadow on 
the floor, put a gray brush- 
stroke on the bottom of the 
paws, and look over the 
final result. 





1 A Using a black from our 
I W mixes, we go over the 
entire tail we have just 
painted, using very little 
water and making vertical 
brushstrokes to give the 
impression of thick fur. 
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A RED MACAW IN 
ONLY THREE COLORS 



cadmium lemon yellow, carmine, and 
\ \ / ultramarine blue, we will paint a red macaw. 
T r a bird that is a perfect subject for this exercise, 
as his feathen are practically these same colof's. \Xe will add 
a few mixtures of colot's to give a range of tones, to enrich 
them, and to create a sense of form and volume, along with 
the impression that the bird was painted with more colors 
than we actually used. 




I We draw' the outline of 
the macaw', as w’ell as 
lines indicating the direction 
of the feathers and the posi- 
tion of the eye and the beak. 
Since the bird’s colors are so 
intense, these pencil lines 
will be covered and won’t 
show through the finished 
painting. 







MATERIALS 

• 14" X 17" (pad) or 14" x 
20" (block) (38 X 46 cm) hot- 
pressed wotercoior paper 

• Mechanicol pencil with 4B 
soft lead 

• Numbers 2, 4, ond 10 
round sobie brushes 

• Synthetic fiber fiat brushes 
Va to 1 Va wide 

• Tube colors: 

Cadmium lemon yellow 
Carmine 
Ultromorine blue 

• A rog, on old towel, or 
paper towels 

• A porceloin piote 



/ 




The interior tone of the eye is 
achieved by mixing cadmium 
lemon yellow and carmine in 

equal parts, which giv'es us an 

orange tone. Adding a dash of 
ultramarine blue turns it ochre. 



Tlie inten.se red in the w'ing is a 
mixture of cadmium lemon yel- . 
low and carmine. \X'e allow' the ^ 
pink underpainting to show 
through. It is the same color as 
the red in the wang, but diluted 
with water. 



W ith the same mixture, very' 
diluted, we add thin strokes ‘ 
over the yellow' so that the top 7 
yellow part of the feathers'"^ 
remains a pale orange, adding 
luminosity and volume. 



With a mixture of carmine and 
ultramarine blue we get purple 
for the feathers. If we want the 
feathers to be intense and con- 
tra.sted with the blues in the tail, 
we should add very' little water. 




Here, a darker \ aliie of carmine 
is achieved by adding a thin 
glaze of ultramarine blue. This 
will darken the area without 
turning the color purple, like 
the tail. 



The trunk on w hich the macaw 
is perched is painted a neutral 
ochre, a mixture of our three 
basic colors. We vaiy this color 
b) adding more carmine or 
more ultramarine. 



The background is loosely 
painted with a mixture of 
lemon yellow, a small amount 
of carmine, and just a touch of 
blue. The \ ellowish color domi- 
nates and complements the rest 
of the painting. 



The mixture of three colors in 
equal parts will make black, 
which is applied with little 
water so it is not reduced in 
value. W ith this color, paint the 
indicated area of the beak and 
the black part of the eye. 
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3 Notice how this vermil- 
ion wash, which was 
stroked over the upper part 
of the wing and the head, 
begins to define the form of 
the macaw. Next we begin 
painting the birds darkest 
areas with a slightly diluted 
carmine. 



4 With the same flat syn- 
thetic fiber brush and 
carmine we model part of 
the head and the bird’s 
wing. Next, we add ultrama- 
rine blue and lemon yellow 
to the carmine to paint a 
dark tone on the lower part 
of the wing, with some 
touches on the neck. 

THE CERAMIC PLATE 

For this exercise it is sug- 
gested that you use a large 
porcelain plate to arronge the 
colors os they ore in the pho- 
tograph. This way, the center 
of the plote can be used for 
mixing colors. When you 
want a wash of pure color, 
dip a wet brush into the clean 
paint and mix it on the edge . 
j of the plate, avoiding the 
color mixtures in the center. 






2 ’VC’e begin painting with the lightest 
color, cadmium lemon yellow. If 
we add carmine, we get a light vermil- 
ion tone. If we dilute it with enough 
water, we can use it as a base when 
we begin painting the macaw’s intense 
reds. 



1 



I 

I 



I 

I 

I 

i 
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I 

I 



I 



I 
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5 'rhat’s it! A few brush- 
strokes of ultramarine 
blue. Notice how bright the 
color is and how well it 
complements the other 
three colors! If you add a 
ver>^ small quantity of 
carmine to it, it will tone 
down and enrich the color 
(we will have two different 
blues). 






6 Now we have the red macaw’s principal colors. The final 
strokes to the macaw ’s body are made w ith a mixture of 
ultramarine blue and carmine, only slightly diluted to keep 
the color intense. this mixture w e add lemon yellow^ and 
w^ater to paint the bird’s longest feathers. 



7 Be careful! Mere I've been carried aw^ay with 
carmine, leaving too few’ yellow’ feathers and 
spoiling the brilliant effect I had before. Let’s w’ork on 
that part of the w ing and tr^^ to bring it back to the 
way it w’as originally. 
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9 We take a wider, slightly wet, flat brush and carefully 
draw it over the areas where we want to remove color. 
Rinse the brush with a lot of water until it’s clean, and then 
repeat the operation. Once the paper is dr\\ we can repaint 
without a trace of the previous correction. 




lA The wing is repainted with lemon yellow. Using a 
I V number 10 round brush, we paint the feathers on the 
bird’s back with carmine and a small amount of w-ater. With 
a mixture of lemon yellowy carmine, and very little ultrama- 
rine blue, w^e make a few" complementary^ brushstrokes on 
the trunk. 







8 We use a dilute w"ash of the three colors, with carmine 
as the dominant one, to paint the first brushstrokes on 
the trunk w^here the macaw" is perched. Notice how^ w'e lift 
out the color at the base of the tail and leave an area of 
white paper to be able to add a brushstroke of ultramarine 
blue w"hen it’s diy\ This w ill enrich the painting and give the 
impression that the bird is painted with more colors. 








M 



I 



i 
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QUALITY COLORS 

Whenever you paint with few 
calars, it is always advisable 
ta use aniy fine quality paints 
with pure pigment. If yau 
dan't, the mixtures af calors 
will be muddy. If yau need ta 
add a third calar ta the mix- 
ture, the painting will lase its 
transparent quality, and the 
final result will be disappaint- 
ing. 




To complete the paint- 
ing, we paint the light 
part of the beak over the 
mixture of the three diluted 
colors. This gives us a gray- 
ish brown tone. Next, we 
paint the macaw’s foot and 
part of the perch using the 
same tone with heavy 
brushstrokes. This finishes 
the exercise in three colors. 
It came out well, don’t you 
think? 
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Drawing and 

PAINTING A GUINEA PIG 



r ^he mometit has come to paint a guinea pig like the 
friendly, gentle, and inquisitive animal you will 
find in the photographs. He posed for us, poked his 
nose into the palette, and almost stepped in its wet colors. If 

you manage to find one to 



MATERIALS 

• 9" X 1 2" (block) (22 X 27 
cm) hot-pressed wotercolor 
paper 

• 3B soft pencil 

• Nos. 4 and 1 0 sable brushes 

• A synthetic fiber flot brush 
wide 

• Tube colors: 

Codmium yellow light 
Codmium orange 
Yellow ochre 

Burnt slenno 
Von Dyke brown 
Codmium red light 
Carmine 
Yellowish green 
Olive green 
Sop green 
Cobalt blue 
Ultromorine blue 
Cerulean blue 
Indigo 

• A rog, on old towel, or 
paper towels 

• A metal wotercolor box 
with compartments for colors 



paint, keep the animal in a 
cage. The most difficult part 
of a guinea pig to paint is his 
fur. In order not to have too 
many problems, pay atten- 
tion to its color and direc- 
tion and try to do it with a 
mijiimum of brushstrokes. 
Leave the paper clean and 
white to indicate white fur 
adding only a few touches 
of color. 

Let’s tr\^ it! 








Ik 

I As we already mentioned, it’s not difficult to draw a 
guinea pig, since his body is oval and his head is another 
smaller oval, out of which protrude the ears and the front 
paws. 



2 We finish correcting the drawing, paying special atten- 
tion to the location of the eye and the fine line that indi- 
cates the nose. Then we draw outlines to show where the 
white areas are in the guinea pig’s fur. 
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1 

I 





Using burnt sienna for the red- 
der parts of the fur, we paint 
the brown fringe and the ear 
that protrudes from the head. 
For the cool color on the back, 
we add a little Van Dyke 
brown. 



The gray background is a mix- 
ture of the two colors just men- 
tioned, diluted with a lot of 
water. 



The head is done with a mix- 
ture of Van Dyke brown and 
ultramarine blue in equal parts. 
For the darkest areas, indigo is 
added, then painted with a 
small amount of w ater, the w ay 
the eye is done. 



The entire area of the lloor 
w here the guinea pig is resting 
has been painted in a veiy^ 
diluted oli\e green, mixed w ith 
yellowish green and sap green 
to plaint the area between the 
animal’s head and foot. W hen it 
is dry, we add a more intense 
brushstroke with the colors we 
just mentioned: olive green and 
gray. 



The pinki.sh color of the nose, a 
characteristic of this animal, is 
achieved by applying some 
v'^ery diluted cadmium red 
bmshstrokes on a light gray 
w'ash. We go over the entire 
shape of the mouth and paint 
some red dots around the nose. 



'Fhis part of the guinea pig is 
painted with a burnt sienna and 
ultramarine blue mixture, 
resulting in a gray that is cooler 
than the background. After 
painting the entire area and let- 
ting it dry a little, lift out the 
white areas with a clean brush 
(synthetic), so you don't have 
to use additional brushstrc:>kes 
to indicate the animal’s fur. 



L 
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3 In these first steps, w e paint the background around the 
guinea pig with a mixture of \un Dyke brown and ultra- I’ 
marine blue, using a lot of w'ater to get a soft gray for the 




: ;.V 




TUBE COLORS 



white areas in the head. 



4 \\'ith the same gray, e\en more diluted, we paint the 
area underneath the animal. Once diy% tliis gray wall 
seive as a base for the colors added later and enrich the j 
white areas of clean paper that ha\ e been resened. Next, 
using olh'e green w ith a lot of water, we paint a watsh to 
indicate the floor. i 



Squeeze small amounts of 
tube colors into the designated 
compartments. If you don't 
paint often, the colors dry; 
when you start to paint again, 
there will be tiny little sandy 
balls on the paper, which will 
affect the final painting, if you 
let too much time pass, the 
paint will have dried out. 
When you start to paint 
again, spray clean water on 
the dried paint, then squeeze 
fresh paint on top. The color 
will appear fresh again. 



/I 



:l 
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W'ith the mixture of Van Dyke brown and indigo 
we get black. Here, it would be advisable to add 
more of the brown with a small amount of \\ ater 
as we begin to paint the characteristic mark- 
ings of the guinea pig. 



CARE OF A WATER- 
COLOR BOX 



6 rhroughout the painting 
tr>’ to vaiy’ the color. For 
example, in the guinea pig's 
head, where we already 
ha\’e white for the nose and 
the first variations of black, 
we will put a touch of burnt 
sienna on the ear. Little by 
little, this is how we enrich 



1 . Use on old towel or o 
paper towel to wipe the cor- 
ners of the pa-nt box where 
wQte^ collects. If woter is left, 
the motsTure may eventually 
damage the enomel hnish. 

2. Da not let dry rhe paint that 
has been squeezed into the 
comportments of the paint 
box. If it should become hard, 
trying to remove it may ruin 
the finish on the watercolor 
box. 




our painting. 

7 Let s think for a moment. 

The head is beginning to 
have character. The inside of 
the ear hasn’t been painted 
yet, so we can shade it and 
keep it from disappearing 
into the other darks around 
it. With a round brush and 
the same black we used 
before, we begin to paint 
the first brushstrokes on the 
animal's back, lightly indi- 
cating the direction of the 
fur. 
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II 





9 Continuing to define the 
guinea pig’s body, we 
darken the rear with Van 
Dyke brown and ultramarine 
blue, applying the brush in 
semicircles as you can see in 
the adjoining photograph. 




8 With a round brush, 
burnt sienna, cobalt blue, 
and ver\^ little water, we 
paint the reddish fringe 
across the middle of the 
guinea pig. Now that we re 
reaching the end, zigzag the 
brush to give an impression 
of fur on both sides. 




1 A Now we have painted 
I V the inside of the ear, 
harmonizing the color and 
differentiating it from the rest 
of the head. With a refund 
number 10 bmsh and plenty 
of water, we blend the ear- 
lier brushstrokes on the 
guinea pig’s back to get rid 
of the hardness and giv^e the 
animal a soft, silky^ texture. 



With the .same black used previ- 
ously, now somewhat diluted, we 
paint the inside of the eye, avoiding 
the little highlight of white in the 
center. Once this is dry, with 
the same black and very 
little water, we paint a very 
dark circle, not touching the white 
that was reserved earlier. Now we 
rinse the bmsh, and with cadmium red 
and plenty of water, we paint the nose as 
softly as we can. 






i 



\ 

I 



DRAWING AND PAINTING A GUINEA PIG 




With the same gray we already used, but more intense 
now, we make a light layer on the white area corre- 
sponding to the neck and a few brushstrokes around the 
nose. This will make the white of the forehead, which we 
left unpainted before, stand out. 




We continue toning down the lower part of the guinea 
pig, blending blacks with the siennas in the fur to elimi- 
nate hardness and an overpainted look. Later, we repaint the 
blended area with a few brushstrokes. 

With cadmium red, and gray, diluted with water, we 
paint the paw. W'ith olive green and some sap green, 
we make the first brtishstrokes on that same leg. With the 
previous mixture and plenty of w ater, w’e begin to suggest 
the shadow projected behind the guinea pig. 







DRY COLORS 

The dry cabrs in pans, if they 
are af high quality, will last a 
lang time. Even in boxes that 
haven't been used for yeors, 
ail you have to da is brush the 
top af the color with a wet 
brush and it will spring to life. 
Far this reason, if you are 
going to buy a box af dry col- 
ors, it's worth it to spend a lit- 
tle extra money and buy a 
good one. 
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1 P We take a synthetic 
I J fiber flat brush, /^-inch 
or )^-inch wide, and with 
olive green and yellow 
ochre, well diluted, we paint 
part of the cage floor where 
the animal's food is. 





1 /L ^ paper allows us to make correc- 

I W tions like the ones here. T he way the guinea 
pig is hunched makes it necessaiy’ to shorten his 
back. 1 w et the paper, and w ith a synthetic brush 
1 immediately lift out the color I don’t want. 







HOT-PRESSED PAPER 

You will hove noticed that 
most of these exercises ore 
done with hot-pressed paper. 
It has a smooth surface, 
which is easier to correct 
when wet with a brush or a 
sponge. It is also easier to 
clean and can be repainted 
without revealing that some- 
thing has been added or cor- 
rected. Smooth paper also 
has a glazed surface, which 
makes it much easier to man- 
age than rough paper. 



.k 
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I 




I 



Once the correction has been made, we paint over that 
area, with ultramarine and \"an Dyke brown. This mix- 
ture is blended up toward the middle of the painting to 
accentuate the dark grays on the left side of the watercolor. 

With sap green we paint the area under the guinea 
pig’s paw' and head. Then, w ith the same mLxture of 
ultramarine and \'an Dyke brown used to correct the ani- 
mal’s back, w'e draw some \'eiy loose lines abo\e the oli\ e 
green to gh e the impression of grass or branches, w hich w ill 
contrast with the smoother background area. W’ith this, we 
finish our exercise. 
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i 1 

Drawing and ' 

PAINTING A GOLDFINCH I 



/ chose a goldfinch for this last exercise because of its 
beautiful colors. Unfortiamtely, they cannot he seen 
clearly in this photograph, since the bird was fright- 
ened by the flash and kept hopping around in the cage. Nev- 
ertheless, we won't have much trouble with the drawing if we 
pay attention to a few areas: the head where the red feathers 
resemble a mask, the brown tone on the back, the yellow and 
black wings, and the black and ivhite tail. 




MATERIALS 

• 9" X 1 2" (block) (22 X 27 
cm) hot-pressed wotercolor 
paper 

• Soft 2B or 3B pencil 

• Numbers 2, 4, ond 10 
sable brushes 

• Tube colors: 

Cadmium yellow light 
Cadmium orange 
Yellow ochre 

Burnt sienno 
Van Dyke brown 
Cadmium red light 
Carmine 
Cobalt blue 
Ultramorine blue 
Indigo 

• An old towel, paper tow- 
els, or a rag 

• Metal watercolor box with 
compartments for colors and 
mixtures 




The goldfinch’s back is done I 
with a mixture of yellow ochre, j 
burnt sienna, and a dash of red, 
leaving the upper area lighter i 
to get the depth we need. 



The background is painted with 
a mixture of sienna and any 
one of the blues. This gray tone 
is stroked on with a very- dilute 
wash. It seiv'es to anchor the 
bird on the perch so that it does 
not appear to be lloating in 
space, like the bird in the 
sketch at the bottom of the 
page. 



Small touches of ultramarine 
blue and brushstrokes of the 
same color will be used as a 
base to enrich the dark tones in 
the tail, which we will paint 
later. 



-a 



1 before we begin our 
painting, it is advisable 
to mount the piece of paper 
vve are going to use on a 
board. T his is the mo,st prac- 
tical system as it .stretches 
the paper veiy taut. Once 
the painting is done, wx* can 
remove the paper easily. It 
can ahso be attached with 
thumbtacks, but these can 
be inconvenient because if 
you plan to continue using 
the board for other paint- 
ings, it will get full of holes 
and lo.se its smoothness. 



!1 

t 
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1 






The color that stands out most 
on the goldfinch is the red area 
of the head, which gi\*es the 
bird its characteristic masked 
look. With a number 2 brush 
and cadmium red. the entire 
surface has been painted, mix- 
ing a small amount of black in 
the upper area of tlie head. 
Once It s dry, brushstrokes of 
carmine are added. 



This entire area has been 
painted with the same gray that 
was used for the background, 
adding some yellow ochre. 



In both cases, for this area of 
the wings. I used cadmium yel- 
low light, which blended with 
the siennas on the back. Once 
dry, using black and ver\* little 
water, I painted some strokes 
without blending them, follow- 
ing the direction of the feathers 
and continuing toward the tail. 
Remember that the black is a 
mixture of Van D> ke brown 



and indigo. 
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2 



With a number 2B or 3B pencil we draw the first outlines 
of the goldfinch, with a circle for the head and an ov^al 



for the body. We draw the wings and the tail rapidly, just 
suggesting the bird s feet. 





COLORS LOSE THEIR 
INTENSITY 

Most colors lose between 1 0 
ond 20 percent of their inten- 
sity when they dry. While 
painting, it is important to 
keep the color slightly deeper 
than the desired tone. In this 
woy, you con compensate for 
the difference and not hove to 
repaint the color and lose the 
freshness that *s such a vital 
port of this process. 



W^hile the back dries, we 
paint a light gray wash 
over the back part of the 
bird's head. Next we paint 
the yellow' area of the wing. 



3 Going o\er the previous sketch w ith a pencil, we refine 
the details of the head and the distribution of the mark- 
ings on the face and the eye. W'e finish the bird and lea\ e it 
ready to be painted. 

4 We take a number 10 round bmsh, mix yellow' ochre 
with some burnt sienna, and paint the back of the bird. 
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.1 

6 After you CvSlahlish the painting's first light and medium 
values, it is always advisable to paint a few brushstrokes 
of a more intense color to contrast with the lighter \ alues. 
In this case, strokes of black were added to the \\ ings. 

I 

I 



I ^ Note the progress from the pre\'ious step to this one. We 
f mix gra>' by combining burnt sienna and cobalt blue. 
This is Lised to paint the background very' freely, accentuat- 
I ing the form of the goldfinch. 



I 






8 We also fill the w hite area of the liead w ith tlie same 
gray, diluting it with more w'aier in order to obtain a 
more subtle white tone than the w hite of the paper. We do 
this so that when the head is painted, this area will ha\e a 
finished look. W'ith Van Dyke brown and some ultramarine 
w e begin to paint the tail. 




i 
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9 \\"e return to the head. With a number 4 round brush we 
begin to outline the front of the head with cadmium red. 
We leave the paper white in the area of the eye and the 
point where the beak starts. 



TAKING CARE OF 
BRUSHES 

Taking care of watercolor 
brushes is relatively simple. It's 
enough *o nnse the three or 
four brushes that you use dur- 
ing the exercise and dry them 
carefully by Dressing them 
betvveen your thumb and 
index finger, just enough to 
get rid of the color and the 
wa*er. 

Next, place _them in a jar 
with the handles down. 



1 A Throughout the exercise I recommend stopping from 
I V time to time to think about the process. We now have 
accomplished a great deal of what we are tiying to achieve: 
depth, contrast, and color. Wo add a diluted yellow ochre to 
the feet and with a few more details we will almost finish. 



1 A We are putting on the 
I finishing touches. W^e 
darken the bottom of the 
goldfinch’s foot with Van 
Dyke brown and a little 
ultramarine blue, then we 
add a brushstroke of burnt 
sienna between the toes of 
the other foot. 



n WTth indigo, ultrama- 
rine, and Van Dyke 
brown, we finish the tail. We 
leave the ultramarine blue 
clean and unmixed in some 
places, as in the brush- 
strokes at the base of the tail. 



61 

DRAWING AND PAINTING A GOLDFINCH 




1 ^ We complete the exer- 
I w cise by going over the 
white part of the head with 
black, leaving the paper 
white for the highlight in the 
eye. Next, we tr>' to repeat 
the exercise, but this time 
more loosely, as if we are 
making a quick sketch. We 
will draw the bird with 
fewer details, and very" 
freelv. 




VARNISHES 

There ore various types of 
watercalar varnishes; same 
are applied with a brush and 
others with a spray. I'm not 
partial to varnishing, although 
the colors da shine mare in 
the final result. If you da 
decide to put varnish on your 
painting, apply it in thin coats 
because the places where the 
color is mast intense will shine 
mare and where the hue is 
lighter, the varnish will hardly 
be seen at all. 






M \s we did in the pre\ i- 
ous exercise and w itli 
the same mixture of yellow 
ochre and burnt sienna and 
a number t brush, we stroke 
the color from tlie rear of 
the bird's head to the base 
of the tail. 



Now take a number 2 brush and paint the front part of 
the goldfinch’s face with cadmium red. Don't worry" 
about the correction as you paint this sketch. The goal of 
any^ quick study^ is to gi\ e the impression of spontaneity and 
vivacity. 

Here it’s not necessary" to let the previous color dry". 
With very little water we apply" a cadmium y-cTlow light 
brushstroke to the bird’s back on the edge of the brow n. 
With Van Dyke brown we make a few brushstrokes to fill in 
some of the w"hites in the head. 
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In this case, burnt sienna mixed with cobalt blue has 
been used for the gray on the lower part of the other 



goldfinch. Next, we make a few Imishstrokes to^'ard the 



feet. 



COLOR STUDIES 

When you hove practiced 
enough to feel more confi- 
dent, try 0 color study without 
doing a preliminary sketch. It 
is not easy. But if we become 
accustomed to drawing with 
the brush, the result offers 
spontaneity and freshness that 
can't be achieved any other 
way. Keep practicing until 
you succeed, it is worth the 
effort! 





1 A Since what we are attempting is a quick sketch, it is 
I W worth mentioning that what we are really trying to do 
is capture a characteristic gesture or movement, etc. We 
paint the bird's tail in a quick and spontaneous way with a 
mixture of indigo and \iin Dyke brown. 



19 



W'ith a mixture of burnt sienna and \iin Dv ke brown 
we darken the uppermost area of the bird. Abov e the 
yellow^ area in the wings, using v’eiy' little water, w e make a 
few' v ery' black brushstrokes. This concludes our exercise. 



k 





Once the painting is done, we can analyze it. The ^ 
upper area of the bird has l:>een done step by step and 
as a result it has a more studied look, w hile the lower area | 

giv’es the impression that it was painted in a confident, spon- I 

taneous w'ay. One final word of adv'ice: If you really like to ■ 
draw' and paint, as I hope you do, practice as much as you 
can and don't worry' — you will acquire enough skills to n 
make some very' good paintings. 
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y) aiming Pets with Watercolors is one of 
M. four beautifully illustrated volumes that 
teach basics of drawing and painting. Subject 
matter is made easy to follow for beginners, 
with step-by-step directions that will help you 
achieve good results. 

With this volume as your guide, you learn how 
to use both cake and tube watercolors. From 
there you go on to study the shapes and colors 
of birds, cats. doas. and even hamsters. 
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• Drawing Basic Subjects 

• Painting Landscapes in Oil 

• Painting Flowers with Watercolors 

• Painting Pets with Watercolors 




